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In collaboration with the Whitechapel Gallery, London, Castello di Rivoli Museum of
Contemporary Art is organizing the exhibition Faces in the Crowd / Volti nella folla, curated by
Iwona Blazwick and Carolyn Christov-Bakargiev.

Edouard Manet's Le Bal masqué a I'Opéra, 1873, from the collection of the National Gallery of
Art in Washington, D.C., is identified as a point of departure for Faces in the Crowd, which,
with the presentation of works by masters such as Edward Hopper, Francis Bacon, Andy
Warhol, Michelangelo Pistoletto, Cindy Sherman, Juan Mufioz, and Jeff Wall, proposes to
trace a history of the figurative avant-garde. The ‘haiku’ poem In a Station of the Metro (A una
fermata del Métro), written by Ezra Pound in 1926 after a trip on the Paris Metro, provides a
concise and powerful image of the modern condition, characterized above all by the
emergence of a new subjectivity: “The apparition of these faces in the crowd; Petals on a wet, black
bough.”

The exhibition includes paintings, drawings, photographs, sculptures, installations, film, and
video by artists Acconci, Alys, Arnold, Atget, Bacon, Bellows, Beuys, Boltanski, Bomberg,
Brassai, Broodthaers, Buckingham, R. Burri, Cahun, Capa, Calle, Cardiff & Bures-Miller,
Cartier-Bresson, Carra, Deller, DiCorcia, Dittborn, Dix, Doherty, Dubuffet, Duchamp, Export,
Evans, Fast, Giacomelli, Giacometti, Gilbert & George, Gordon, Goldin, Grosz, Gupta,
Gursky, Guston, Guzmén, Hamilton, Heartfield, Hopper, Huyghe, Katz, Keita, Kentridge,
Kirchner, Klucis, Kollwitz, Léger, Levitt, Magritte, Manet, Man Ray, McCarthy, McQueen,
Modotti, Munch, Mufioz, Nauman, Ofili, Paolozzi, Pfeiffer, Picasso, Piper, Pistoletto, Prince,
Richter, Rodchenko, Sala, Sander, Schad, Schiitte, Sherman, Schneeman, Segal, Sickert,
Sidibé, Song Dong, Strand & Sheeler, Vertov, Wall, Warhol, and Wearing.

From the mid-nineteenth century to the present day, the individual has been confronted with
the crowd of the modern metropolis — a place of fleeting and anonymous encounters. People
are pervaded with a profound sense of solitude, or, on the contrary, they are enthusiastic
about the possibilities offered for the creation of a new identity. A specifically modern art
developed out of this condition. The spectator is part of the scene, like the city-dweller in
modern society.

For this exhibition loans have been obtained from important public institutions, including
the National Gallery, Washington, D.C.; J. Paul Getty Museum, Los Angeles; Centre Georges
Pompidou, Paris; Stedelijk Museum, Amsterdam; The British Museum, London; Victoria &
Albert Museum, London, as well as from numerous private collections.
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Faces in the Crowd. Images of modern life from Manet to today

From the masterpieces of Edouard Manet, Edvard Munch, Pablo Picasso, Man Ray, Marcel
Duchamp, and René Magritte, to masters of contemporary art such as Francis Bacon,
Michelangelo Pistoletto, Andy Warhol, and Jeff Wall, to the most recent tendencies in art, this
exhibition sets up comparisons between works of art, photographs, films, and videos by some
hundred artists who illustrate the history of modernity, from the birth of urban culture to the
present.

The “official” history of modern art delineates the progressive abstraction of the work of art, which
moves away from figuration beginning with the Impressionists, to arrive at forms of absolute
objectivity. “Faces in the Crowd” traces a different path. Retracing the figurative avant-garde to
the present, the exhibition presents the leading figures of twentieth-century and contemporary art
who accentuate the importance of social interactions and individual relationships, at the same time
experimenting with new forms and languages. The show’s title is taken from a poem by Ezra
Pound: “The apparition of these faces in the crowd; Petals on a wet, black bough...”. The verses describe a
trip on the Paris Metro in 1913, and the writer means to evoke an image that vividly suggests the
individual immersed in the modernity of the metropolis.

“From the mid-19th century to the present,” writes Carolyn Christov-Bakargiev, who is curator of
the exhibition with Iwona Blazwick, “the individual has been confronted with the crowd of a
modern metropolis — place of fleeting and anonymous encounters. People are pervaded by a
profound solitude, or conversely they are excited by new creative possibilities that make it possible
to freely construct and reconstruct one’s identity. A specifically modern art grew out of this
condition — an art where the viewer is involved in the imaginary role of a participant at the
depicted scene through a new structuring of the pictorial space; the visual field of the viewer is
identified with that of the artist of an imaginary photographic lens. The viewer is part of the scene
as the citizen in modern society.”

The exhibition opens with a series of emblematic masterpieces: Le Bal masqué a 1'Opéra, 1873, by
Edouard Manet, almost like a snapshot of a festive era of seductions — one of the most beautiful
works by the French master, rarely seen in Europe and now in the collection of the National
Gallery of Art in Washington; the desperate existential solitude of a woman flung across a bed, the
day after a party, in Edvard Munch’s masterpiece The Day After (1894-95) from the National
Gallery in Oslo; the gregariousness of a café interior by Georg Grosz (Café, 1915) from the
Hirshhorn Museum: a cross-section of Berlin society marked by an existential uneasiness that
foreshadows the Nazi catastrophe. There are the contrasts that characterize an era between
moments of tragedy, as in Prisoners, 1908, by Kithe Kollwitz, and apparent frivolity, as in Gaieté
Rochechouart, 1906, by Walter Richard Sickert, or, from a later period, during the years following
World War 1, as in Ghetto Theater, 1920, by David Bomberg. Eugéne Atget, with his two
photographs, presents an image of late 19™-century Paris, while Carlo Carra, in Leaving the Theater
(1909), symbolizes the pace of modern times and futuristically conveys the tensions and the spirit
of a new world. This list of masters could not fail to include Pablo Picasso, present in the
exhibition with Céret Harlequin, a work from 1913, now in the Gemeentemuseum in The Hague. A
rare work by Marcel Duchamp, Marcel Duchamp around a Table, 1917, expresses the sense of
identification between individual and crowd in the multiplications of the modern mirror, while
Man Ray, in one of his works included in the exhibition, depicts his friend and comrade dressed
up as Rrose Sélavy (1920-21). New subjects appear in the city that is developing, in the changing
crowd, seen as a whole or as single individuals. Fernand Léger, with The Three Comrades, 1920,
from the Stedelijk Museum in Amsterdam, heightens the mechanical representation of the figure,
while Edward Hopper is included in the exhibition with a remarkable work from 1922, from the
collection of the Whitney Museum in New York and never before shown in Europe, in which the
artist’s interest in photographic and filmic structure is revealed. Periods of revolution, with their



expectations for humanity’s redemption, are interpreted in the photographs of Alexandr
Rodchenko, the posters of Constructivist Gustav Klucis, and in the works of Tina Modotti, with
her photographs of campesifios and her famous Woman with a Flag (1928), a work that became a
symbol of the battles for equal rights. The city transforms rapidly, becoming a metropolis. And
artists are among the firsts to focus on and interpret these changes. Charles Sheeler and Paul
Strand “photograph” a day in New York, in a short film, just as Dziga Vertov focuses on a
convulsive day in Moscow with his historic film Man with a Movie Camera. The modern city
creates new myths. One of these is the figure of the boxer. Ringside Seats, 1924, from the Hirshhorn
Museum in Washington and one of the most well-known works by American artist George
Bellows, is being shown in Europe for the first time, along with The Small Ring, 1930, by Jack
Butler Yeats. Following along the exhibition’s path, one discovers portraits of individuals, crowds,
masses that form the face of a changing society, for better or worse. With his photographic project
People of the Twentieth Century, August Sander attempts to catalogue individuals and types. In the
early 20" century Claude Cahun plays with her own double identity. Working in a style of
aggravated modern realism, Christian Schad depicts Maika in a painting from 1929, portraying an
ideal disquieting femininity. Brassai, a classic of 20t-century photography, presents us with the
Paris of the Bal Musette, society’s dregs and night-wanderers. John Heartfield uses “photography
as a weapon” against Nazism, in his conviction that the modern artist must and can intervene in
political change. Walker Evans created his Subway Portraits, a photographic series of everyday and
anonymous faces shot secretly in the New York subway in 1938-41, while Helen Levitt reveals the
street life of children in the American metropolis during the 1940s. But it is with Robert Capa and
Henri Cartier-Bresson that we enter great historical events. Their photographs capture a world in
transformation, in both epochal and everyday moments. Everyday life, its multiple aspects
depicted in photographic images, also defines modernity and its expressive means. Weegee gives
us a cross-section of the modern metropolis in an era marked by economic crisis and war, through
sensational images shot at crime scenes. Eve Arnold photographs “the lives of people: banal,
ordinary, and famous lives.” René Burri combined the formalism of German photography and the
French documentary tradition. With René Magritte, the exhibition directs attention to the
individual, no longer an element within the mass, but a distinctive if paradoxical subject.
Important works by Francis Bacon, one of the most significant artists of the mid-20th century,
reveal a tormented and harrowing contemporary subjectivity, while Alberto Giacometti, with his
enigmatic Portrait of Diego, 1954, offers a reflection on the existential condition of a modern and
solitary human being. The individual is deconstructed and put back together in the almost Pop
collages of Eduardo Paolozzi, surrounded and reduced to his ‘brut’ essence in the paintings of
Jean Dubuffet, then finally finds an original existential and contemporary social dimension in the
works of Andy Warhol. The exhibition includes Warhol’s famous Orange Car Crash, 1963, from the
Civic Gallery of Modern and Contemporary Art in Turin, and his portrait of President Kennedy's
wife (Jackie, 1964). The “mirror paintings” of Michelangelo Pistoletto grant the subject an absolute
objectivity and the viewer, through the mirror, a primary role, once again addressing the
relationship between individual and crowd, and between the person and categories considered
absolutes, such as space and time. Richard Hamilton experiences the crowd as an almost abstract
mass of graphic signs, in works such as Gente, 1965-66, and Bathers II, 1967, while George Segal,
casting directly from the human figure, freezes his models in everyday poses, creating sculptures
that have become emblematic of an era. Carolee Schneemann is represented by the video of her
performance Meat Joy, held in Paris in 1964. Exemplary of the period during which it was created,
it features nine players who interact as if in an erotic rite, alternating moments of excess and
amorous attentions, eventually including the public as well , in an experiment with strong feminist
overtones. Social dynamics reappear both in the painting by Philip Guston Frightened, 1970, a
portrait of the artist in front of a gigantic finger, and in the social types portrayed by Alex Katz in
Thursday Night n.2, 1974. Through their photographs, Seydou Keita and Malick Sidibé turn our
glance toward Africa of the postwar period and the 1960s and "70s, redefining the search for a new



identity midway between tradition and urban culture. Garry Winogrand can be categorized more
in terms of the “snapshot esthetic,” with his image of Kennedy at the Democratic Convention in
1960, while David Goldblatt uses his essential images to confront us directly with the problems of
apartheid in South Africa. The lyrical power of photography has an acclaimed interpreter in the
Italian Mario Giacomelli, represented by I Have No Hands to Caress My Face (1961-63), the poetic
series of photographs of priests playing in the snow. Subjectivity and contemporary identity are
investigated by Gerhard Richter, whose work straddles painting and photography, while Marcel
Broodthaers resorts to structures of glass jars like those found in department stores, to emphasize
the power of structures that have the task of containing and preserving. Like contemporary
flaneurs, Gilbert & George stroll through the modern metropolis, creating an important series of
works, Images of Dirty Words, recording the urban scene with its obscene nihilistic graffiti, a
primitive expression of social discontent (Smash, 1977). Signals of memory and social testimony are
also used by Christian Boltanski to create Dead Swiss (1989), a paradigm of a general existential
anxiety depicted by a composition created with a photo of death notices. The performances and
actions created by artists in the 1960s and ‘70s, which address themes tied to behavior of society,
have had particular relevance. In 1969 Vito Acconci created Shadowing Piece. For one month the
artist followed a different person every day, without the object of his attention being aware of him.
This activity annuls the artist’s will and is determined by the movements of another; at the same
time, without revealing himself, the artist inserts himself into the life habits of the person he is
shadowing. Valie Export, on the other hand, uses true guerrilla tactics. In Action Pants: Genital
Panic the artist, with the goal of de-eroticizing the female nude, walks about with her pubic area
exposed, in a porno film, pointing a miter at spectators’ heads. In another direction, Joan Jonas
created Song Delay (1973) on film, beginning with a series of actions where repetitive movement
and distance are altered, thus emphasizing the fragmentary and subjective nature of perception. In
the 1970s, Afro-American artist Adrian Piper created a series of performances, including The
Mythic Being: I am the Place n. 1-5, later transposed onto photographs elaborated with drawing. Her
action Funk Lessons (1983) focuses on the reactions of the pubic faced with racial and gender
stereotypes. In her performance the artist attempts to teach a group of ‘whites” how to dance to
funk music. Joseph Beuys, one of the most significant artists of the 20t century, invented ‘social
sculpture,” collective works where he considers himself a shaman who is attempting to attain a
state of “universal spirit,” along with others. In 1974 he created one of his most complex behavioral
pieces, I Love America and America Loves Me, better known as Coyote. Bruce Nauman, in Clown
Torture, (1987), dwells on extreme situations. He uses the figure of the clown, transmitted by two
opposing videos, as a symbol of alienation, while Paul McCarthy, in his performance The Class
Clown (1976), creates chaos in a university classroom, interacting sexually with dolls and objects,
stigmatizing conditioning and control within the precincts of knowledge. Richard Prince
appropriates photographic images from advertising, rephotographing and modifying them,
thereby analyzing the relationship between individual and consumer culture. Nan Goldin depicts
the borderline world of transvestites in New York, not with the sterility of the reporter, but
emphasizing emotional participation in her images, almost like an act of homage to her subjects.
Beginning in the late 1970s and during the 1980s, Cindy Sherman created photographic self-
portraits, using theatrical accessories such as hats, holiday clothes, and wigs typical of the movie
world from the 1950s and ‘60s. In Vemetian Suite (1980), French artist Sophie Calle uses
photographs and diary pages to narrate, down to the smallest details, her shadowing of an
unknown subject, and how, moving beyond accepted social conventions, a growing intimacy is
created, still without the subject’s direct knowledge. In Portrait for Women (1970), Jeff Wall,
inspired by a famous work by Manet, offers a new version in which he is reflected. “For me,” he
states, “this experience of two places, two worlds, in a single moment, is a central form of the
experience of modernity.” With Janus Face, Thomas Schiitte returns to the centrality of the
individual, but it is a fragile and divided being who longs for poetry. The work is part of a series of
ceramic sculptures created in the early 1990s, which express existential malaise, in this case also
underlined by the reference to the god of duplicity, of the past and the future. The figurative



sculptures of Stephan Balkenhol, while referring to the historical tradition of monuments, are
configured as anti-monuments, heroic representations of common men and women, which seem to
negate any specific individuality. Man with Head Beneath His Arm (1994), in the exhibition, is part of
this series. The work of Juan Mufioz also seems to provoke a shift in terms of the public. In Three
Men Sitting on the Wall with Large Chair (2000), the figures hung in mid-air, themselves spectators,
at ease, completely ignore the public that observes them, and they talk among themselves, creating
an alienating effect of reversal between observer and observed. Attention to the crowd returns
with Andreas Gursky. In his large-scale photographs, individuals merge, heightening the formal
monumentality of the mass, as in First of May II (1998), in the exhibition. Indian photographer
Raghubir Singh captures and celebrates, through photography, the confusion of the street in large
Indian cities, while Sunil Gupta describes moments of gay life in the West and in India, in the
photographic series Exiles. With William Kentridge, the image is animated, giving rise to the Soho
figure Eckstein, in Monument (1990), an animated short where the artist exposes the problems of
South African society and, in general, the problems of coexistence in contemporary society. The
work of Irish artist Willie Doherty is emblematically entitled They are All Equal (1991) and depicts
in a slide a single large image of a face of a young man, taken from a newspaper, while a voice
describes the two stereotypical and contrasting worlds that we use in the media to define the
terrorist: revolutionary hero or dangerous criminal. The Fifteenth History of the Face of Humanity by
Chilean artist Eugenio Dittborn is made up of thirty-two photographic reproductions on canvas,
divided into four groups: eight images of women “criminals,” eight drawings of the artist’s
daughter, eight identikits of fugitives, and eight drawings executed by schizophrenics. Next to
each of these, the envelope in which the canvas was mailed is exhibited. The work focuses on the
transitoriness and dislocation defined by the voyage of the airmail envelope, aspects that
characterize social life and at the same time the marginality of subjects in the era of globalization.
With increasing frequency beginning in the 1990s, artists also utilize film or video, seizing upon
their communicative, documentary, and poetic qualities. In her film From the East (1993), artist and
director Chantal Akerman stresses the dynamic nature of the image captured in the flow of
individuals and vehicles that, moving through Germany and Poland, go toward the heart of the
former Soviet system, shortly after the fall of the Berlin wall. In the video Exodus (1992-97) by Steve
McQueen, the artist proposes, with subtle irony, the theme of Afro-Caribbean immigration,
recorded while making reference to the CD of the same name by Bob Marley. Two black men carry
two palm trees in the center of London. We see them disappear amid the crowd, but we can
distinguish them by the tops of the trees that stick out above their heads. In 1994, Douglas Gordon
created Kissing with Sodium Pentothal, a performance on rituals connected with openings in the art
world. At the opening of his show, he had participants photographed while kissing, with their lips
covered with sodium pentothal (“truth serum”). The images are projected in negative, like
phantasms of rituals, heightening and transforming those empty and conventional gestures into
potentially erotic brief encounters. Gillian Wearing uses video to reflect on behavioral norms in
the street. In Dancing in Peckham (1994), we see her dancing with a portable CD player, keeping
time to music that only she hears, in a crowded business district of London, amid the embarrassed
or indifferent glances of passersby who do not stop. In her performance Rebecca Waits for Anna,
Anna Waits for Cecilia, Cecilia Waits for Marie (1994), Elin Wikstrom brings about an “activated
chain-reaction,” with which she focuses attention on an individual’s state of expectation. An
everyday event, banal at first glance, like waiting for another person, in fact reveals a complexity
of moods. In Pierre Huyghe’'s work Dubbing (1996), inspired by the technique of dubbing in
cinema, the French artist reverses the habitual order of cinematographic production, showing us
not a dubbed film, but the dubbers who are ‘translating’ the film. The paintings of Chris Ofili
confront the theme of contemporary black identity, incorporating images that compare racial
stereotypes. The Adoration of Captain Shit and the Legend of the Black Stars (1998) is part of a series of
paintings that depict a black superhero seen through pop culture. Philip-Lorca diCorcia, while
reviving the tradition of “street photography,” depicts people engaged in everyday activities,
skillfully using light to decontextualize and transform them into figures outside their surrounding



reality, like wax statues or fashion models. Anri Sala is one of the most interesting young artists on
an international level. His videos and photographs, poetic comments on the violence and conflict
in contemporary society, contextualize the drama of the loss and reconstruction of cultural
identity. In his video Mixed Behavior (2003), in the exhibition, it is not clear if we are witnessing a
festive event or the bombing of a city. Mark Leckey uses video to document young people who
gather and dance, representing group desires, aspirations, and behaviors in situations of collective
celebrations. We are confronted with another thing altogether in Francis Alys’s walks. In
Doppelginger (1999) he trails in the street all the figures (and even the dogs) that seem to resemble
each other. In People of the Shadow (1998), a video by Janet Cardiff & George Bures-Miller, the
shadows of people walking on the street move in the opposite direction from the people
themselves. The trilogy The Long Count (2000-1) by Paul Pfeiffer is also alienating and revives the
theme of boxing, which traverses much art of the 20t century. Made up of three videos that
transmit excerpts of a few seconds of the historic matches of Mohammad Ali, the image is
characterized by the digital erasure of the bodies of the two fighters, seen as if “in negative.” The
intensity of the human figure is emphasized in a disturbing dialectic between presence and
absence. The young artist Matthew Buckingham, in contrast, sets up a dialogue with birds near a
city bench, while in Curling Shanghai (2000) Chinese artist Song Dong projects metropolitan scenes
onto a fluid surface; a hand then appears behind the scenes and literally curls them up, revealing
that they are simply sheets of paper. The artist's fist intervenes in places and situations,
emphasizing, in a form of “video povero,” the enormous possibilities for individuals to leave their
mark on the contemporary metropolis. The project and film The Battle of Orgreave (2000) by Jeremy
Deller, winner of the last Turner Prize, reproposes the 1984 strike of five thousand English miners
in response to Thatcher government’s decision to close down certain mines. With eight hundred
extras and with some of the protagonists from the events of that time, Deller has recreated the
incident on the original sites, like a gigantic historical reconstruction and performance. Gaza City,
Palestine, 1988 (2004), Jackson, Mississippi, 1963 (2004), and Seoul, Korea, 1987 (2004) by Sam Durant
are part of a photographic series inspired by the act of throwing stones or objects during political
demonstrations. Documentary images are made up from prints of various sizes and chromatic
tones, affixed with simple transparent adhesive tape to mirrors resting on the floor. The
precariousness of the installation suggests to the observer the possibility of an analogous physical
infraction and leads to a reflection on the theme of civil disobedience. In CNN Concatenated (2002),
instead, Omer Fast mounts in sequence hundreds of images and fragments of bulletins of the
famous TV network, each the duration of one word spoken by the anchormen. The new “phrase’,
recomposed by the artist, refers not to public events, but rather to the intimacy of individuals, with
their fears and desires. In this way the artist creates a dislocating dialectic between uniqueness and
multiplicity and, at the same time, elaborates new subterranean and alternative narrations within
the media scenario. In the video Rhythm of New York (2004), Daniel Guzman, an artist from Mexico
City, shows a male figure who exits from a subway stop, walking and executing dance steps. The
title refers to a song of the same name by the rock group Kiss. The soundtrack leads one to believe
that the scene is taking place in New York, while we find ourselves in Mexico City. The artist
depicts two mirror faces of a single stereotype; on the one hand the Mexican as he is seen by
Americans, and on the other American culture as seen by young people in Mexico. Finally, Matinee
(2003) is a video made by Destiny Deacon, an Australian artist from an Aboriginal background, in
collaboration with Virginia Fraser. In the video a couple made up of an Aboriginal man and a
white woman dance in a living room. The two characters seem, by light of day, to blend into a
single personality, a dissolution and melding that celebrates contemporary changing subjectivity —
individuals in a crowd who join together and separate, from one moment to another.



